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When referring to pitches in specific registers, this book uses the Helmholtz notation system, as follows: Number series appear throughout this book. The text will explain the function of these numbers, which may refer to: ordering systems in the sketches; durations; unordered pitch intervals (treated the same whether ascending or descending), where 1 = a semitone, 2 = a tone, and so on; or contour patterns. The latter are indicated by the use of arrowheads, which indicate an ordered sequence, for example: <1, 4, 2, 3>, where 1 is the lowest position and 4 the highest.
A note on spelling. In the score and libretto for Orpheus, and in the score of Mrs Kong, Euridice is given in the Italian form. In the libretto for Mrs Kong and in the score and libretto of The Corridor, however, her name is spelled Eurydice. Unless quoting from Peter Zinovieff's libretto for Orpheus, all references in this book use the more common form: Eurydice.
A number of abbreviations are used for books, as listed below:
Hall Although I am aware that the convention in sketch studies is to cite the title of the collection that a sketch page belongs to and possibly a page number -if there is one, or if the page belongs to a sketchbook -and also, in certain instances, to give the dimensions of a page, I have decided to identify pages by microfilm numbers. However, in a few instances, notably in Chapter 5, the sketch material was consulted before it went to microfilm. Here the reference system lists the folder number, followed by the page number (although the page itself may not be numbered). There is a possibility that the sketches and drafts will be re-filmed. It is therefore important to note that the microfilms referred to here are from the first set of films, which were made before 2009. Given the volume and size of Birtwistle's sketch materials (he mostly works with A2-size manuscript paper with sixteen staffs), visitors to the Paul Sacher Stiftung will find working from microfilm considerably easier, although this is no substitute for working from the originals. Much work has been undertaken by Robert Piencikowski and Michael Taylor to identify pages in works up to The Second Mrs Kong. This information is provided within the manuscript folders but not always in the microfilms.
Finally, when I began this project it was not my intention to seek answers to questions directly from the composer or others. Since the period of writing coincided with the premiere of The Minotaur and the composition and premiere of The Corridor, however, opportunities arose to speak with Birtwistle and David Harsent, the librettist for both works. This inevitably shaped Chapters 7 and 8, in which these pieces are discussed. As these conversations shaped my thought on the other works discussed in Chapters 7 and 8, I decided to approach Patrick Wright and Peter Quartermain, who assisted Robin Blaser in his work on The Last Supper (Blaser sadly passed away in 2009), and Stephen Plaice, Stephen Langridge and Alison Chitty, who collaborated with Birtwistle on The Io Passion. While these chapters are therefore inconsistent with approaches adopted in earlier chapters, they are not inconsistent with the underlying premise of this book, which is to adopt different strategies in each chapter. That said, information gleaned from my conversations with Birtwistle is distributed throughout the book.
